4 
f yi t 


a. / STAN LEE PRESENTS 

{ "A MARVEL SUPER'SPECIAL 
| ib 
4 


) Adapted by BOB BUDIANSKY and CLIVE A. SMITH 
/ Scripted by irks) 
j, Lettered by MICHAEL HIGGINS 


MICHAEL Z. HOB: 
M SHOOTER Editor-in 


1 HIGGINS Assistant Editor NF CRESPI Art Production Coordinator 
SMITH Designer LAURA SHEPARD and KATE SHEPARD Design Assistants 
MILTON SCHIFEMAN Vice-Preside: tion 

EALBELO, PAUL BECTON, DENNIS BROWN, HARRY CANDELARIO. 

ROB CAROSELLA, MARGARET CLARK, LYNN COHEN, NANCY DODARO, 

ORD HILL, KEITH INGHAM, AMY JAVORS, JOHN MORELL, RICK PARKER 
DEB PEDLER, TAFFI ROSEN, BARRY SHAPIRO, RON ZALME 

Staff 


1 Publishing 
§ BUDIANSKY Editor 


cae Wiech rt ee Eve 
Poe EW MOE ON CUD 
” 


A DRATSCO presei of a NELVANA prod 


ob with original ritten and performed by 
CHEAP TRICK DEBBIE HARRY LOU REED = and Y POP 
; and special perfomance by EARTH, WIND & FIRE 
Featuring the voices of DON FRANCKS SUSAN ROMAN “PAUL LE MAT 
and CATHERINE O’HARA ‘ 


Directed by CLIVE SMITH Produced by PATRICK LOUBERT and MICHAEL # 
Score composed and performed by PATRICIA CULLEN _ 

Story by PATRICK LOUBERT Screenplay by PETER SAUDER and JOHN HALF] 
Designed by FRANK NISSEN, LOUIS KRAWAGNA and CLIVE A. SMI b 
Director of Photography LENORA HUME Special Photographic Effects DENN! } 
Production of Animated Special Effects NORM STANGEL and KEITHINGH 


x 


aig@OR 
le Catt 


ey 


The War was over... the only survivors were 
street animals — dogs, cats and rats. From 
them a new race of mutants evolved. That 
was a long time ago. 


Now, Mok. a legendary superocker, has retired to 


THE WIDE WORLD OVER FOR ¥ 
THE LAST CRUCIAL COMPONENT. . ¥ 
nA VERY SPECIAL » _. 
vorcé, ‘ 
TONIGHT HE WiLL TRY IN ONE : 
LAST PLACE,,. OAMTOWN! 


YOUR RECORD SALES 
ARE SLIPPING. A 
CONFIDENTIAL 
ANALYSIS SHOWS A 
DOWNHARD TREND IN 
POPULARITY, 


COMPUTER 
REPORT, 


SHOW ME THE 


DOWNWARD ARMAGEDDON 
THIS COULD TREND IN POPULARITY, KEY? 
INDEED ! COMPUTER, - 


RESULT IN... REPORT ON OUR 
SPECIAL 
PROJECT. 


HAVE 
YOu FINISHED 
DECODING |T? 


THE COMPUTER TERMINAL IN 
THE VIBRATIONS 
OF THIS YOICE 


ARMAGEDDON Ke 
ANSWERING /N A SOFT 
SIB/LANT, ELECTRONIC VOICE. 


DIMENSIONS. 


AIYLAR'S... OAM TOWN’ 
FINEST-- AND ONLY-= 
Rocke 'v’ RolL Cig. i 


YOUR SONG, OF 
Course! Now IF 
WE DIO TWo SON 

TONIGHT... 


COME ON Y 
STRETCH / WE'RE 
ON IN FIVE! 


DEFENSE SHIELDS ACTUATED. 14,000 
POINTS. INCREASING SAME SPEED. 
FIGHTERS NOW ENTERING YOUR 
HOME GASE...ALL POSITIONS ATTACK. 


NYET. NOT YET, DIZ! I GOTTA UNWIND! C/MON SUPERSTARS! WE GOT 
T'LL BEAT THIS VIDEO MACHINE YET! A SONG TO GET OFF! FABULOSO! 
OKAY ! NOW I WANT 
EVERYONE TO JOIN 
ME... MYLAR... IN 
WELCOMING To- 
NIGHT'S LAST ACT/ 


GIMME ONE 
GOOD REASON 
I SHOULD LET 

YOu Guys 

, FINISH J 


MEANWHILE... 


MOK 1! RIGHT 7 
I'M ONE OF YouR 
BIGGEST FANS! 
WELCOME TO 
"MYLAR'S-~ 
LAUNCHING PAD 

OF THE STARS!” 


AHH. G0. AHH 
WHAT'S GOIN‘ 
DOWN 27272 


sol | IN THE STYGIAN DARK- 
Sree Wi, SET NESS OF THE CLUB, 
THe STagé: SENO ANGEL'S VOICE SHIMMERS 


My ThoyGHTs TO i 7 LIKE A STAR 
Youn, 


NOW I HAVE 
REVEALED EXACTLY 
WHY IM HERE... I'LL 
BE YOUR ANGEL /F YOU 
WANNA SEE How 
PERFECT SHARING 
LOVE W/TH AN 
ANGEL CAN BE! 


AND MOK'S COMPUTER-LINKED RING 
AZES (N A FLAS OF SPECTRAL L/GHT 
INDICATING THAT MOK HAS FOUND... 


lm 
REE /VING EyeRY 
WAYE, FHS SonG 
Senos Love 
THROUGH / 


TO MYLAR'S AMAZEMENT MOK APPLAUDS, AND, MOK ?! Don'T LET 
WITHOUT A WORD, LEAVES... HIM GET US! HE'LL 


PUT A HECK ON 
GREAT SONG, KIDS! I LOVED 
IT AN’ 60 DID A WARM, 
PERSONAL AN’ INFLUENTIAL 
FRIEND OF MINE/ 


WILE THE S'GNAL 
Be, foR your yes 
7° $&¢ ME. 7 


you WERE GOOD 

\KGHT, ANGEL. 

YEAH, You WERE 
600D, 


HEY-- YOU KNow, 
EVERYTHING GOT 
ALITTLE WEIRD! 


I DON'T KNOW,ANGEL! 
I-I GUESS I... JUST 
WANT |T ALL! Now! 


I WANT 
EVERYTHING, 
TOO, OMAR +4 


E BIG SLEAZEBALL! 
L TEAR HIS FACE 
OFF 


FORGET 
HIM, OMAR ! 
LOOK AT 
THIS / 


1 GOT A MESSAGE 
FOR MISS ANGEL! 


I THOUGHT YOU WEREN'T COMING LP 
TO MOK'S WITH US, OMAR? 


YEAH, WELL... 
I CHANGED MY 
MINDS 


MOK THE MAGIC MAN! 
BIG JOKE! HE'S ALL AN ACT-- 
VIDEO TRICKS--A BIG SCAM! 
HE'S GOT NOTHIN’ To SAY! 


M-MAYBE 
YA GOTTA SACRIFICE 
A... A GOAT OR 
SOMETHIN’ / 


HIS 
BROTHER, THEN? 
YOU LOOK $0 

MUCH ALIKE/ 


DID You 
TELL HIM I J I DIDN'T 
WAS MOK2?/ TELL HIM 
NOTHIN’! 
ARE YOU CALLIN’ 


KEEP CALLIN’ ME 
MOK 7 


THEN WHY DOES HE ME A LIAR? 


Ny 


LET'S BLOW, GANG! 


IT'S A WASTE OF TIME CREEPIN‘ WORDS TO DA WISE, GUY-- 
AROUND THIS DEPRAVO'S MANSION) BE ees OR BE DOG 


ESCORTED BY TWO OF 
NATURE'S FINEST oom 
Ye FREAKS! WHOA 


BIG DEAL! GONNA 
INTRODUCE YOUR 


YES... ALLOW ME TO INTRODUCE THE ROLLERSKATING 
SCHLEPPER BROTHERS,,, TOAD, SLEAZY AND ZIP! MES 
ASSISTANTES STUPIDE- 


YOU LOOK EVEN MoRE 
BEAUTIFUL IN PERSON 
THAN YOu DO ON 
STAGE. 


AXHMMMM.,, SWEET 
ANGEL. 


ABOUT THEM! LET'S 
TALK ABOUT YOU, ANGEL! 
DIO YOU THINK OF 
MY LAST ALBUM? 


HA-HA,..HRRMMM. 
YES. BUT I'M FORGETTING 
TO BE HOSPITABLE / 


: I JUST BOUGHT IT,,. 
W-WELL, THAT'S,,,OMAR, MY GERBIL USES IT 
OUR LEAD-S/NGER, AN’... FOR A ROOM DIVIDER, 


Bas 
I'M SURE OUR 
GUESTS ARE INTO 

REACHING NEW LEVELS 
OF CONSCIOUSNESS. 


UH, NONE FOR ME, THANKS! 
I'VE HAD MINE TODAY,AN’,., 
AHHH... OOOH «19 0}),: 
AHHH. .QOHHHA 


OH,NO! NOW OMAR 4 
AN' STRETCH ARE IN 
BIG TROUBLE --AND,) 
MOK'S TAKEN 
ANGEL! 


I DON'T 
LIKE THIS. T 
MUST FIND 

ANGEL! 


ARE MINOR COMPARED 
TO WHAT I REALLY, 


OKAY ON 
NUMBER THREE ! FADE 
UP ON DA GOIL / 


PITCH! 


AN AUDIENCE WHICH 
CAN ACCEPT AND UNDER 
STAND THE POWER OF-- 


APPARENTLY,.- 


A PRETTY 
CHANCE 


= 
TING Of0 PHE BEM Ko So want 
CiRewir FoR THE Tw BELIEVE 
REST OF YOUR LIFE... Your LIFE... sill 
YOUR LIFE... YouR Lip€--- Your LIFE... 


Hes... yoUR Ley: 


IF you THINK YOU'RE GOING ANYWHERE WIT! _ ar OF 
THIG WORLD, YOU'RE DELUDING YOURSELF! 
ES! ACCEPT MY OFFER! 
BUT WE 


N-NO; MOK! I COULDN'T 
LEAVE THEM FOR ANY- AT LUSIONe 


I DIDN'T OFFER 
YOU ANYTHING... T 
OFFERED YOU 


NO’ 


Ww, NOW, 
VIOLENCE |S NOT 
THE ANSWER / 


I DIDN'T EVEN 
KNOW IT WAS 
DA QUESTION ! 


etait ee 


THEY FELL ASLEEP WATCHIN' THE / YEAH, THEY'LL 
OL! HOLOGRAMS,,, JUST LIKE 
LIODLE TINY BABIES.’ 


I THINK THEY'D 
BETTER DRIVE! 
HEM-HEH-SNORT/ 


SEPARATION : *) 


X 


DUH, 
TRANSFER 


SEQUENCE 
COMMENCIN' ! 


7 wel it 
i en f \ Li H Il 


POINT FIVE 
AND RISING: 


sl GONNA MAKE HER 
A BIG STAR. 


S'LONG 
FAT- Boy ! 


STRETCH! 
OMAR! WAKE 
uP! 


MY WHEELS! 


MY VOLTAGE WAGON! 
DESTROYED! 


oes, ae 2 


You'RE LUCKY T 
AIN'T RUNNIN’ YOU [N FOR 
A 4-31...|IMPROPER SWIMWEAR! 
NOW GET IN THE CAR-- 


HILST I 
COLLECT THE 
EVIDENCE! 


YEAH, you 
THE EVIDENCE, 
QUAD.., WE'LL 
GET IN THE 
CAR. 


oR: 


WHREEEEE 


THE OHMTOWN-TO NUKE 
YORK ROUTE TRAVERSES 
ANCIENT RUINS AND WAR- 
TORN TERRAIN... BUT THE 
MUSIC EATS UP THE MILES, 


Gon’ COWN THE 
RO4D w/"h 4 FR/ENO OR 
TWO, AIN'T NOTHIN’ IN 
THe WORLD, IN THE 

Woktp r Can't 00! 


HEY, 0I2-- FOR A GUY 
WHO CAN'T DRIVE, You 
AIN'T DOIN' TOO BAD! 


JUST GET 
US THERE, 
Dizzy! 


I'M CHIEF INSPECTOR = ne HERE AUTHORIZA- 
QUALUDE, OAMTOWN TION... [T'S A TUNA FISHING 
POLICE. * LICENSE! 


, CINDERELLA 


L MEAN, 
CAN REALLY DIG WHERE 
YOU'RE COMIN’ FROM! 


LIKE, SOMETIMES TH 
BROTHERS OF MINE REALLY 
BURN MY BUNS, Too! 


BUT, HEY, I UNDER- 
STAND... 


AH! SWEET SIBILANT 


PLAY, COMPUTER! 


AY! 


NOW THAT YOU HAVE 
FOUND THE YOICE: MOK, 
THE ARMAGEDDON KEY HAS 

BEEN FULLY DECODED. 


ACCORDING TO THE KEY: 
THE GIRL MUST SING 
THIS PROGRESSION OF 

MUSICAL NOTES. 


THE BEING CAN BE SENT BACK BY 
THE MAGIC OF ONE VOICE; 
ONE HEART, ONE SONG, 


GIBBERISH / 


INDIVIDUALS 
IDENTITY 
UNKNOWN. SEARCH 
WILL START NOK, 


SEARCH NOW COMPLETE; MOK. 
ACCORDING TO THE KEY: 
THE BEING CAN BE SENT 
BACK BY THE MAGIC... 


RELAX, STRETCH J 
AUNT EDITH'S 
ONLY GIVIN’ 
THAT GUY A 
TATTOO! 
OH, YEAH! 
THE LADIES'LL 


LOVE THIS 
ONE/ 


BUT TELL ME-- WHAT'M I S'POSED T’DO WITH 
YOUSE BOYS? I ALREADY HADDA LAY OUT BAIL... 


HELP US FIND ANGEL, 
WE'RE CONCERNED 
ABOUT HER. 


ALO', TOAD? ZEES 
EES ZEE CAPTAIN CALLING! 
I ‘AVE BIG NEWS FoR 
MOK! 


I DION'T THINK 
1'0 EVER HEAR FROM 
YOU AGAIN... 


ZERE ARE THREE 
GUYS FROM OHMTOWN 
SEARCHIN' FOR YOUR 

SISTER AT ZEE C60 
clus! 


OH YEAH! THANKS 
FOR THE NEWS-FLASH,,, 
FINK J 


Four NEVER HA 
THE CHANCE TO DOUBLE 
Cross 


ALL RIGHT, BOYS-- FOLLOW THEM, YES... 
WE'RE GOIN’ BUT DON'T INTERFERE. 


CLUB obo ! 
I HAVE A MUCH 
MORE AMUSING 
|DEA. 


THE MUSIC DROWNS OUT 
DIZ, YOU GO TELL STRETCH'S CRIES... 
OMAR! ‘ 


4 : 


a 
T'LL STAY q 
HERE AN’ KEEP } 
AN EYE ONw . 


DIZZY, WHERE'D ( yf 
OU SAY YOU v 


AW ANGEL 7 


C’MON! WE 
GOTTA FIND OUT 
WHERE THEY 
WENT! 


I’M UP HERE, 
OMAR. FOLLOW 
ME. 


OMAR! WAIT 
FOR ME! DON'T 
GO OUT INTO THE 

FO6-- 


--ALONE ! 
GGLURRKKK! 


, 


BUT THEN A 
CHANCE To WORK WITH 


VERY DISAPPOINTED. 


BUT STILL HOPEFUL. 

50 TRY TO REALIZE 
THAT I MUST BE FIRM WHEN 
1 SAY TO YOU, DEAR ANGEL. 


INSIDE MOK'S 
rth T EDISON 


Ban Warnes 
GOWY.,, 


LATER, AT NUKE 
YORK'S BUS 


TERMINAL «1 


MOK! STOP 
IT, PLEASE / I'L 
DO WHATEVER YOU 
WANT! I-I'LL.,, 
SING! 


Losing THEIR 
INOS IN A 

Z LOBeTONIZING 

LASER ASSAULT! 


YOUR WORD IS GOOD 
ENOUGH FOR ME, SHALL 
WE SEE THE LADS OFF? 


MOK, WHAT HAVE YOU DONE 
TO THEM? THEY'RE... 
AIRHEADS 


PROMI sé Tt TLL 


GET YOU OUT 
TR OF THIS! 


THE BUS ROARS OUT, 


DROWNING ANGEL'S 
REPLY... 


Tie KNOW AN-GEL! |T 
Wout? pAve..8e8n 


OMAR! 
MOK |S 
MAKING 
ME SING!!! 


-~BUT.. WELL... 
YOU'RE WoRkin& 
WITH THE BEST,,. 
Now! 


--SURVIVORS DESCRIBED 
THE DESTRUCTION AS "EVIL," 
SPOOKY," AND "Wow, BAD 
KARMA, MAN!" OUR CAMERAS 
ARE AT THE SCENE... 


gue? Line co ' 
\ EANIN SO, LIKE, HEY, BABE -- WANNA 
FLUID AN’ ALL IT MADE CAN SomEBopy Buy A "I SURVIVED 
ME WANNA 0O WAS, TELL Me-- |S THIS THE Mok CONCERT’! 
LIKE, WAX THE CONCERT FOR REAL,OR T-SHIRT 
FLOOR! 16 \T JUST ANOTHER 
RIPOFF? 


THE FAILURE OF THE NUKE POWER SYSTEM 
CAUSED THE EXPLOSION AT CARNAGE H ::BEFO 
BEING COULD COMPLETELY MATERIAL OUR DIMENSION. 


WE SHALL 
LEAVE Now! L 
WILL RAISE THIS 
DEMON! J WILL 

NOT FAIL 


You've VEVER 
SEEN THE Li ks 
OF Me, Why, 

LM THE B/G 6EsT 
Thine $/NcE,.. 


An? 7’ oN FIRE, 
LM THE Matern - 
I'M tHE YoOplo 
MUS, 6) Ay Pe/EsT! 


why I'm THE 

GREATEST Ty inG 

SINCE WoRLO 
We TyReé / 


H's NAME /S MOK, 
S° THANKS A Or. 

YOu thy Ne HE'S ACTING, 
BYT wE's Not... 


H/$ NAME (§ “OK, So WAnkKo 4 Lo7 
yOu THIWK He's ACTING, BuT W's NoT! 


MY NAME 
(§ MOK, SO THANKS 
ALOT! 


Lin TE powEe S020" 
Usp ON Lor! Fam pre 46 
I Am THE SNakE! I’M 


Amy THe K'tLER! 
ram rHé S%URCE! aNp YoU wit 
weRSH'P ME OF COURSE / Ian 

THE RActe THE SEER! THE 
W/ Te 


r 


HEY, BOSS ! 
DIDTA ‘HEAR WHAT 
UNCLE MIKE 


MY DEAR ZIP, TRY TO REALIZE THAT 
THERE IS NO LONGER BLACK OR WHITE, 
GOOD OR EVIL, WE'VE EVOLVED 
BEYOND THAT. 

WE ALL MUST HAVE \ 


OUR OWN _ PERSONAL 
VIEW OF RIGHT AND 
WRONG, 


B-B-BUT, IS WHAT WE 
ARE DOING... EVIL? 


REMEMBER,. 


EVIL SPELLED 
BACKWARDS [$--L/IVE! 


YEAH, BUT UNCLE MIKEY 
SAYS... FROM ELSEWHERE /N MOK'S I'VE SEEN IT, ANGEL! 
VAST AIRSHIP TRILL THE DESTINY HAS REVEALED 
SOFT STRAINS OF A L/ANO, ITSELF / 
¥ i Tre - 


aN 


WHEREVER 


MMM - HM- “HWM: HA- Seok HA, ANGEL YOU'RE A VERY 
CLEVER GIRL! I'VE ENJOY! © YOUR, cit Tle Game! BUT 
TONIGHT THE GAME ie MINES 


YOU'LL NEVER SEE 
THAT cay Se a ‘NM THE 
ONE WIT) 
yorce! 


uJ 


ANO I'M NCT GONG a 
f OUT Mi 


NICE?! AN! I 
DION'T GET TA BE 
HERAGENTZ/ WHY 

F ALL THE 

Lousy-~! 


MOK 
LIKED ANGEL 
AND ANGEL'S 
WITH MOK-- 


--IN NUKE “ee 
YORK! ISN'T 
THAT NICE? 


EH? WHAT'S THAT? 


MOK, ,. HERE? GIVING 
A CONCERT ? "A CONCERT AT THE POWER PLANT ?/!"' 


THERE /S THE sl 


SCREAM OF THE 
AUDIENCE. 


A fff {nn 


THERE 1S THE 
RIPPING RAGE 
OF THE ORGAYV 


BENEATH THE SEARING 

VENTING OF A STORM- 
% MOK'S 

CONCER RE BEGINS! 


s 
| 


rf A 2 O 


f —~ Ba 


AH SO 
SWEET! 50.1 
ENCHANTING! 


nt : 


NOW LET THE 
MYSTIC SYMBOL APPEAR 


wlT'8 LIGHTS-OUT IN OAMTOWN, 


THERE'S 


GEE, WHAT A SPOOKY DREAM I HAD, DIZ! ANGEL! "4 YEAH, EXACTLY 
WE WUZ ALL IN NUKE YORK LOOKIN" FoR WHERE SHE 
ANGEL.. WANTS TO BE, 


THANKS QUAD! 


PAIN AND 
SUFFERING! RED 
WINE TURNS TO 
BLOOD! 


A COW 
FLOATS UPSIDE 
DOWN, IN A RIVER 
OF MUID/ 


/ Fo 
& @\ 
gy 


A “ 


Bre. 


= an eee 
THE GIRLS : ane 
— stop 
SINGING ! NO MATTER a ' i Wy \ ) \ 
THE DEMON'S HERE/ 


y ) _ 


ZIP, WHADYA Do IT FOR 7!? 


2. “TOAD, WE... AIN'T 
CE. EVIL... ARE WE... 


WELL, |IF_I CAN 
SING It UP... SCAN 
ING IT BACK? 


») 


UI 


OM Wy AT 0,6 THE 
SEngl 8e,,, . 


«) 
AS 


“* 
ry) We 
4) fro. * 

“= 


Lim REC 'VInNE 
EveRy WAVE, nyl/S SONG 
SENOS LYE THROWS! 


HA-HA-HA 


we fROM fH/S pAy Werth alwAy$S 
Know, "oW oy R LOVE GROWS 
M/GHER! 


Now 4s WE WE ee 
SET THE STAEE, FOCUS 
OUR LOVE ON YOU! 


ren, DEMON! NOW wE RE SEONG every 
ag ye — PLEASE Wa %, Ty! ‘Ss SON G SENDS LOVE THRO Sa! 


“wy 


\ i WAN 


EH? stop! - 00 THIS 
YOU CAN'T... To ME! 
» ’ 
& 
4 —_, 
a 
: ey \) 


\ Na, 


«BUT THERE ARE TWO! 
Now AS 
ONE We ke GolA 
SH ow, /7'5 OUR 
WoRLo DEsl%e,,, 


-“EROM Ty/S Say 
We'l, ALWAYS KNOW, 
H°oW CUR LOVE 

CRWS HW 6HER/ 


BUT 
THERE |S, 
WO,,, ONE... 


aS 


4% 


7] 


YS 


A LIFE OF ITS O 


THE ANIMATION OF | 


What is now ROCK & RULE, a 
major animated motion picture 
musical, began over three years 
ago with the title DRATS, At that 
point it was a tairly simple idea-a 
story about a rock-n-roll band of 
the future, made up of mutants 
Patrick Loubert, Nelvana Studios 
senior producer, came up with 
the initial idea, which was de- 
veloped by a story team headed 
by Loubert along with co-produc 
er Michael Hirsh and director 
Clive Smith 

They began by creating a very 
rough concept of the story, a 
mere skeletal structure onto 
which any number of plot and 
story elements might be added 
From this, about twenty separate 
sections were developed, each of 
which were given several differ- 
ent storyboard treatments to see 
how they looked and especially 
to see how the plot and charac- 
ters might evolve. Storyboards 
are a series of comic-like panels 
which show the key scenes and 
actions. Ultimately, it was the 
characters who began to shape 
and change and flesh out ROCK & 
RULE 

Since neither script nor 
storyboard was _ developed 
chronologically, it was essential 
to consider what developments 
might occur in the adjacent se- 
quences, and, in fact, throughout 
the film. Difficult, but believe it or, 
not, that’s the way they did it 


Left: A storyboard se- 
quence showing Mok pre- 
paring for his airship’s 
lift-off. 


As this storyboarding was in 
progress, the completed  se- 
quences were assembled into 
what is known asa “Leica” reel. A 
Leica reel is assembled film foot- 
age of the individual storyboard 
panels which are shot to the esti- 
mated scene length and edited to 
fit a dialogue track. 

Various studio hands — not the 
eventual actors — supplied the 
characters’ voices: The result was 
a kind of sketch-on-film that pro- 
vided a pace for each sequence 
before actual animation began on 
it. This was used to make deci- 
sions about how well certain 
scenes were working, how they 
contrasted with other scenes, 
and maybe most importantly, 
how well they presented the 
characters 

“As adjustments were made on 
the first Leica reels, the character 
designs were finalized, and con- 
sideration was given to their color 
schemes. These naturally had to 
be coordinated with the back- 
ground colors, which, in turn 
were determined toa great extent 
by the moods we were trying to 
establish in each sequence,” ac 
cording to Clive Smith 

These decisions were made by 
the director very methodically 
going over and over the Leica reel 
with layout artists, background 
artists, colorists and camera 
people 

Once the decision was made to 


go ahead with certain sequences 
the actors went into the studio to 
record the final dialogue. Ray 
Jatelice (head of layouts) pre- 
pared full-size background and 
character drawings, based on the 
storyboards. The background 
drawings were given to the back- 
ground artists and the character 
sketches to the animators 

In order to establish the indi- 
vidual personalitites and _main- 
tain consistency, each major 
character was assigned to one 
animator throughout the film 
These animators roughed out en 
tire sequences which were tested 
against the dialogue and then 
passed on to their assistants for 
clean up “In-betweeners 
fleshed out the characters’ move- 
ments with all the drawings be 
tween the major poses 

As sequences of line drawings 
were completed, they were 
filmed and combined with the ap- 
propriate dialogue track to pro- 
duce aline-test and so, slowly, se- 
quences on the Leica reel were 
replaced with line-test footage. 

Although this description of 
making ROCK & RULE is sequen- 
tial, in reality the process was not 
always done this way. While 
some sequences were just being 
storyboarded, others were hav- 
ing Leica reel footage made of 
them, and still others were at the 
line-test footage stage. Amid this 
confusion were where the in- 
credible organizational skills of 
the director were called into con- 
stant play. 

After the line drawings of the 
characters were completed, they 
were copied onto acetate cels 
the process prints the black line 


Samples of some of the background color sketches made during the film’s 
early stages. 


Farce ‘eo! HELL. 


oe 


STREABERL, 


Above: An example of a color guide, in this case, Aunt Edith. Right: A section 
of completed 35mm film showing the animation of a triumphant Mok. 


on the clear acetate, but com- 
pletely drops out the background 
paper that the lines are drawn 
on). These character cels were 
then painted, according to pre- 
determined color guides, which 
were worked out at the time the 
characters were first developed. 
The names selected by color 
model artist Anna Bourque for 
these guides were hardly the 
usual, to put it mildly. They 
ranged from “Tuna Smell” 
(Toad’s lapel flower) to “Maniacal 
Thrill” (Dizzy’s nose) to “Springs- 
teen” (Cindy’s skirt). When asked 
if such names made it more diffi- 
cult to track down colors when 
needed, Clive Smith quickly said, 
“Yes”. But, he explained, it made 
ita lot more fun. 

The principle painted character 
cels for each sequence were then 
given to Louis Krawagna, senior 
background illustrator and desig- 
ner, who conferred with Smith on 
matching background color val- 


those additional color elements 
would contrast against the back- 
ground had to be taken into ac- 
count, too. 

The sequences were next sent 
to be Sinexed. A Sinex is a type of 
camera test which tells the direc- 
tor and the camera crew about 
light and color values and allows 
them to decide what filters, gels, 
films or exposures to use in mak- 
ing the final film print. 

There were other considera- 
tions, as well, such as how many 
cels (or elements) a single shot in- 
volved. In a scene with many 
characters or backgrounds or 
special effects, or any combina- 
tion of these elements, there 
might be many layers of cels, 
which would make a difference in 
the way the camera registered the 
intensity of color on some of the 
lower cels. The ideal, according 
to Clive Smith, is to use no more 
than three or four. The scene in 
the disco was shot with the back- 


SE eee ee 

One of the many tasks involved 
in film editing is color matching. 
Since ROCK & RULE took more 
than three years to make, some of 
the earliest sequences were actu- 
ally filmed in final form two or 
more years before the final cut- 
ting. In that time, the film man- 
ufacturer or processor occasion- 
ally changed the color value of 
certain film stock, so that a hue in 
two sequences which was sup- 
posed to be the same might not 
match, and thus had to be “cor- 
rected.” This problem arose in 
the fountain sequence, in which 
some scenes were done more 
than two years apart. 

As ROCK & RULE was being fine 
cut, the sound track was con- 
structed. In addition to the exist- 
ing dialogue tracks, of which 
there was one for each character, 
up to ten elements of pre-mixed 
music was laid. The sound ef- 
fects, originally using up to sixty 
or seventy tracks, would be pre- 
mixed down to twenty. These 
were then all mixed down and ba- 
lanced through the Dolby stereo 
system to four tracks, which in a 
theater are heard from the center 
screen, extreme left and extreme 
right of screeen, and in the sides 
and rear (known as “surround”). 

The most complex scene, 
soundwise, was the Finale con- 
cert with the Demon. Up to thirty 
sound effects tracks were used in 
the final mix plus as many music 
elements, with additional tracks 
for the actor who did the 
Demon's growls. With many of 
these tracks being doubled or 
quadrupled for stereo, the 
number of tracks exceeded well 
over one hundred. 

The entire lengthy and de- 


character; the other is the voice. 
Even though there are no Oscars 
available for “most developed 
character in an animation role,” 
the creative people who de- 
signed ROCK & RULE’s characters 
take them very seriously. 

As director Clive Smith ex- 
plains, “The animators have to 
come together all the time — as ac- 
tors. They are performers, as well 
as draftspeople. When you have a 
sequence involving Omar and 
Angel, it’s imperative that the 
animators work together. So | 
have them act out the scene to- 
gether and actually go through 
the experience of being Omar 
and being Angel, so that they un- 
derstand it completely. Because if 
you can’t act out a scene yourself, 
you're not going to be able to 
draw it.” 

To this end, early on, while 
ROCK & RULE was still going 
through the story development 
phase, Smith called upon the ser- 
vices of actress Sam Langevin, 
who played Mok’s computer 


actions and perceptions as a per- 
former. 

Many techniques were used in 
conceiving and molding a charac- 
ter. Often, an initial inspiration 
was found in a well-known film or 
television actor, although what fi- 
nally developed was usually very 
different and unique. For exam- 
ple, Gian Celestry, principle 
animator of Officer Quadhole, 
used old Broderick Crawford 
films as inspiration for his charac- 
ter. Yet none of the characters in 
ROCK & RULE are mere carica- 
tures. Once an initial inspiration 
was identified and incorporated, 
the character began to take ona 
life of its own, as each major 
animator began to feel more 
comfortable with the character 
and also as the character began to 
evolve and be shaped by the cir- 
cumstances of the story. 

The individual animator of a 
principle character stayed with 
that character throughout every 
scene in ROCK & RULE — that way, 


the cartoon “actors” were kept 
consistent, Here’s what some of 
these animators had to say 


Robin Budd on Mok 


| find Lou Reed’s song (‘My 
Name Is Mok, Thanks A Lot’) 
really sums up the whole charac- 
ter of Mok. He’s totally obsessed 
with himself, he thinks of no one 
but himself. He thinks he’s the 
greatest thing in rock and roll 
and, as soon as his popularity 
stops he becomes _ really 
paranoid. Two empty seats at a 
concert just flip him out. He's got 
sort of asplit personality. He hasa 
tendency to be so cool and above 


everyone and then — snap! a 
flash of anger 
He's sarcastic and very 


amused by anything he says, but 
not too much by anyone else's 
humor 

While | didn’t draw upon any- 
one specifically as an inspiration 
for the character of Mok, | like to 
think of Peter O'Toole twenty 
years younger with lots of make 
up, pretending he’s Mick Jag 
ger 


Robin Budd, animator of Mok, at his 
drawing table, 


An early, more rat-like version of Omar 


f 


Frank Nissen on Omar 


The thing that’s interesting 
about Omar is that he’s very un 
usual in animation. He's probably 
the first animated hero who does 
something other than kiss the 
heroine at the end ot the picture 
He is partially an anti-hero, He 
doesn't show his feelings a lot, al 
though we know how he feels 
much of the time through various 
key scenes, He's modeled to a 
great degree on classical charac- 
ters played by early Marlon 
Brando and James Dean, He re- 
ally has some spunk, some grit, as 
well as a lot of heart. 

Omar is a very angry fellow 
We shot some live action of char- 
acter actors doing music, but 
ended up not using them very 
much, because | needed to take 


them much further. An_ actor 
could only,say, jump so high and 
in order to make it a good jump in 
terms of animation, | had to take 
Omar half again as high as the 
actor. We had to just take it 
further, put a lot more tension in 
Omar's body 


Anne Marie Bardwell on Angel. 


Angel is more modern than 
other animated heroines. She 
takes responsibility for herself 
and her actions, She's not so to- 
tally a victim. She is victimized, 
but she takes action against what 
is happening to her. She expres- 
ses loyalty to her friends, that sort 
of thing. 

| studied a lot of temale voc- 
alists — and male vocalists — and 


A tour of Mok’s wardrobe 


Color sketches of Angel's costume tor 
the Finale concert scene. 


used them as reference in per- 
forming: how they handled their 
instrument, what moves they 
made, facial expressions while 
they were singing. Then it was up 
to me to take those and apply 
them to the existing personality 
ot the character 

In animating a singer, you've 
established a personality 
throughout the film, so that when 
Angel is performing she still re- 
mains in character, even thougha 
lot of ‘acting’ is happening within 
each song. For instance, in one 
song Angel takes over from Omar 
and he leaves her to work with 
the group, so there’s a lot of eye 
contact back and forth between 
her and the group while she’s 
pertorming to the audience e 


seme used and some not used in the film. 


Above: An early version of 
Mok’s airship. Left: Detail 
of the model of the final 
version. 


STUDIO SORCERY 


THE SPECIAL EFFECTS OF ROCK & RULE 


Special effects? In an animated 
film? Isn‘t the whole film a special 
effect? In a sense, yes, But in 
ROCK & RULE there is a dazzling 
array of effects that are really 

special 

In animation, special eff 
reter to anything which is not ac 
tual character animation or back- 
ground artwork, If there is a 
shadow which moves - there are 
many, all through ROCK & RULE 
clouds, rays, the glint off Omar's 
guitar, all this and much more are 
considered special etfects. 

One of the most impressive 


tools used in creating the special 
effects of ROCK & RULE was the 
multi-plane camera. The multi- 
plane camera was originally de- 
veloped and used by the Walt 
Disney Studio in the 1940s, but it 
was an awkward technology that 


required too much labor and 
time 
Using lightweight materials 


and micro-technology, Nelvana’s 
Dennis Brown designed a new 
multi-plane system which was 
hooked up to the computer that 
controlled the animation stand 
and camera. All the movements 
of the multi-plane camera could 


realistic In ROCK & RULE. 

An example of a complicated 
multi-plane camera shot was the 
aerial view of Ohmtown. The 
level furthest from the camera 
was the actual background paint- 
ing of Ohmtown. Between the 
background and the camera were 
added two levels of clouds. Each 
level moved at a different speed 
as the camera panned across 
Ohmtown. Then, with clouds still 
in place, Ohmtown was replaced 
by a black board wired with hun- 
dreds of little lights representing 
streetlamps, neon lights, 
billboards, etc. These in turn 
were programmed by computer 
to flash on and off at different 
rates. The camera then moved in 
exactly the same path as the first 
pan across the background. This 
process was then repeated about 
six times for additional elements 
(for example, to simulate traffic, 
magnets with artwork pasted on 
top were pulled by computer- 
controlled motors over another 
board). All this, and there aren't 
even any people in this scene! 


A wide variety of special cam- 


era effects were overseen by Len- 
ora Hume. One effect, called 


The computer, multi-plane camera stand and the video monitor (in fore- 
ground) that were combined to create many of the film’s special effects. 


“streaking,” again using com- 
puter technology, involved spe- 
cially designed artwork being 
moved during the exposure of a 
single frame, similar to time-ex- 
posure photography. “Slit-scan,” 
another device, has a slit in an 
opaque card which passes across 
the artwork during exposure. 
These, combined with camera 
movement and computer con- 
trol, produced stunning three-di- 
mensional effects. 

Says Clive Smith: “One of the 
things that we attempted was the 
combination of traditional char- 
acter animation with the ad- 
vanced technology of com- 
puterized effects. Mok’s dream is 
a sequence which demonstrates 
that. For instance, where he's 


walking out of the clouds and he 
swings his arm across them witha 
great streak of light — that was 
character 


done as animation 


(Mok was animated first) and 
then the actual light that shoots 
out of his hand is streak photo- 
graphy.” 

As for the holographic com- 
puter analogs seen early in ROCK 
& RULE, Smith says: “We ani- 
mated a series of faces of Mok - 
they were all stylized line draw- 
ings, done black-on-white. We 
made ‘reverses’ of them, so that 
they were clear lines on an 
opaque background. Those were 
timed to the music, then each 
frame was actually individually 
streaked so as to get a built-in di- 
mension on each frame. That, in 
turn, was rear-projected into the 
background in an optical process 
using the multi-plane camera to 
combine elements to acheive the 
hologram effect.” 


Another special approach was 
used for the vehicles. “We tried 
animating them, but it just didn’t 
seem to work.” According to 
Smith, “We actually built a 
wooden model of the police car 


_and Stretch’s car (which you see 


at the beginning of the picture), 
and although we didn’t actually 
use it, we built one for the blimp, 
too. 

“Stretch’s car was about a foot 
long, made of wood, with wheels 
that moved. We painted it white, 
drew in the details with black 
line, and filmed it in the perspec- 
tive called for in the shot. Each of 
those frames was then processed 


ea oe See ee ee, Ce ee ee 


Above: A wooden model of 
Quadhole’s car being rotated to 
stage a movement later used in the 
car’s animation. 


ee Dee te fa 


and that weigh tons, you've im- 
mediately lost your believability. 
So we got around that, by using 
the models.” 

Other special effects were 
somewhat simpler, and, in fact, 
you may not have realized they 
were “effects” at all. Take 
shadows, for example — primarily 
shadows that move as part of the 
animation, not those which are 
part of the static background. 

A solid black shape was laid 
over the area of the character and 
background to be in shadow. This 
scene was filmed at half the nor- 
mal exposure. Then, the scene 
was filmed at half the normal ex- 
posure without the black shape. 
The sum of these two separate ex- 
posures resulted in half exposure 
in the shadowareas and full expo- 
sure on the rest of the scene. 

But perhaps ROCK & RULE’s 
most special effect of all is the 
Demon. 

The intention was to create a 
monster which was truly horrify- 
ing, and what ultimately proved 
most unsettling was not really 
knowing exactly what the mons- 
ter looked like or was made of. 
There were two stages in the 
Demon's existence. During the 
first, in which Mok forced Angel 
to evoke it, the Demon went 
through a series of continual 
transformations. The idea was to 


A sketch used in the tormulation ot 


the demon 


created from six or seven differ- 
ent elements. First, it was ani- 
mated as a line drawing to get the 
action, movement and weight. 
Next, the drawings went toa team 
called “The Beast Renderers,” 
and they used color pencils and 
wax crayons to render each frame 
individually to give a texture of 
the skin and articulation of form. 

Reverse prints were made of 
those drawings and backlit, to 
burn a sort of superimposed 
image into the background. And 
then more texture was added by 
the use of actual meat! 

Cow brains were put under the 
camera on a stand and moved 
around so they looked like they 
were actually alive — and they 
were photographed using a com- 
puter to program the camera to 
move in a cycle that gave a 
“throbbing sensation to the 
meat,” according to Clive Smith. 
That element was then matted 
into the area of the body of the 
Demon. 

“We were trying to come up 
with something really different,” 
said Charlie Bonnasacio, who had 
the “brain” storm. But, “differ- 
ent” is hardly sufficient here. 
“Fantastic ” much more accu- 
rately describes this special effect 
— as well as just about everything 
else in ROCK & RULE! e 


ROCK & RULE & ROLL 


THE MUSIC OF ROC 


CHEAP TRICK 


We're looking for a band with 
lots of drive and energy 

Then we're talking 
Cheap Trick! 

That's how the conversation 
went in an early Rock & Rule 
brainstorming session. The hero 
of the film, Omar, is not very ver- 
bal, doesn’t put out a lot of 
energy unless the situation is very 
important — but when he does it’s 
allout! 

Cheap Trick was the perfect 
choice to provide the pow- 
erhouse rock ‘n’ roll needed in 
those crucial scenes. The 
superstar band formed in 1972 
and has toured and recorded 
non-stop since then. Known for 
catchy, forceful rock, Cheap 
Trick has been called one of the 
top five bands in the world. The 
band has collected 40 gold and 
platinum records, toured 17 
countries including — Japan 
where they broke all records by 
selling out two nights at Tokyo's 
Budokan Theatre in just two 
hours), and produced such best 
selling albums as: In Colour, 


about 


Cheap Trick 


Dream Police 
One On 


Heaven Tonight, 
and their most recent 
One. 

For Rock & Rule, the songs 
Born to Raise Hell I'm The 
Man,” and “Ohm Sweet Ohm 
are written by Rick Nielsen, sung 
by Robin Zander and performed 
by Cheap Trick. According to di- 
rector Clive Smith, composer 
Nielsen looks a lot like the Stretch 
character while vocalist Zander 
bears an uncanny resemblance to 
Omar. The finale number, “Send 
Love Through,” is a duet by Zan- 
der and Blondie’s Debbie Harry, 
with Blondie’s guitarist Chris 
Stein joining Nielsen and Cheap 
Trick 

Says Stein: “The finale song 
was done about 800 times before 
we got the right thing here on 24 
tracks, then we sent the tape out 
to Chicago, or Cleveland, or 
Brazil — wherever Cheap Trick 
was at the time — and they did 
another 450 tracks. We brought it 
back here and linked up all 650 
tape machines... I've never done 
anything like that. It includes 
members of Blondie and mem- 
bers of Cheap Trick, all playing 
together, even though none of us 
had ever met, so it was pretty ex- 
citing.” 


DEBBIE HARRY & CHRIS STEIN 


“Michael Hirsh told us not to 
try and do (songs for) a cartoon 
character, just to do them as if 
they were for yourself,” says Deb- 
bie Harry about the songs she 
wrote and performed with Chris 
Stein for Angel in Rock & Rule. “| 
think, at first, | did try and do 
them for a character and it was 
wrong 

Before long, though, the duo 
got into the groove — which 
comes as no surprise, since they 
are the nucleus of Blondie, the 
new wave rock band famous for 


catchy smash singles such as 
Heart of Glass,” “Call Me,” "The 
Tide is High,” and “Rapture 


Debbie Harry is the lead singer 
and a natural to provide Angel's 
singing voice 
Chris Stein shares his thoughts 
about Angel's first song on stage 
Send Love Through”: "Angel's 
song is just supposed to be very 
innocent and pure, sort of honest 
and straight ahead.” Says Harry, 
She’s) trying to get the guy...to 
attract him 
As for 
Beast 
song is 
sort of 


Invocation to the 
Stein says the Demon's 
very magical and has a 
March of the Emperor 


Debbie Harry 


feeling. It's supposed to sound 
like a real invocation, except that 
we were conscious of making 
sure the lyrics were safe and that 
the movie theatres wouldn't burn 
down around the country as the 
song was played 

But the real challenge was the 
finale version of “Send Love 
Through.” Since it’s the climax 
says Harry, “it has to start outina 
subtle way and it has to be magi- 
cal,” and yet end up making ev- 
erything that’s happening. in 
ROCK & RULE “somehow seem 
real.” From all the evidence, the 
song succeeds in doing just that 


LOU REED 


| liked Mok. He reminded me 
of myself, in some ways. | iden- 
tified with Mok. | thought he was 
the most literate character in the 
cartoon,” says Lou Reed of Rock & 
Rule's memorable villain 
Reed is the voice of Mok, on 
the songs “My Name Is Mok” and 
“Triumph,” which he also wrote 
It was very interesting writing for 
Mok, because | never really had 
done anything like that before, 
write from another character's 
point of view that isn’t necessarily 


mine — and in this case wasn’t 
mine, no question about it. But | 
got into Mok 

Lou Reed knows what it's like 
to be a reclusive rock star. He has 


Lou Reed 


become a rock ‘n’ roll cult figure 
for his streetwise, gutsy style and 
has been a seminal intluence on 
an entire segment of new wave 
rock, He has weathered the con 
troversy and criticism his work 
has provoked, and has recently 
been called “one of the tew real 
heroes rock and roll has raised 
by Rolling Stone Magazine 
Walk on the Wild Side” and 
Rock and Roll 
well-known singles 

About the opening line of the 
theme song for Rock & Rule’s vil 
lain, “My name is Mok, thanks a 
lot,” Reed says 
contemptuous and egotistical 
right at the very beginning, that 
you know where he’s at, what 
he's about 

As for “Triumph,” Mok’s self 
celebratory song, Lou explains, “I 
wanted delusions of grandeur 
When you listen to the tape, it 
sounds like one guitar, but it’s 
not, it's more than one guitar 
doing this same thing... | wanted 
(Mok’s sound) to be very mean 
and vibrant and large and yet you 
have to be able to hear it without 
getting confused 1 mainly 
wanted the guitar to be so heavy 
that it would just smack you right 
in the mouth 


are his two most 


| mean, that’s so 


IGGY POP 


“| thought pain and suffering... 
how sick could | feel... images 
like perhaps | was drinking a glass 
of wine and it turns to blood, 
says Iggy Pop of his approach to 
creating and performing “Pain 
and Suffering,” the raw and rivet- 
ing song used by Mok to invoke 
the Demon in Rock & Rule. 

“I tried to think of what’s basi- 
cally horrible and amounts to d 
viltry... | found my mind going 
back to the Carpathians or some- 
thing, you know, Draculaic 

Iggy Pop is the ultimate punk 
His bizarre performances with his 
band, The Stooges, which at 
times included slashing his chest 
with broken glass and encourag- 
ing the audience to throw gar- 
bage at him, presaged the “punk 
movement” a full decade ago. But 
there was a difference — his de- 
fiance and self-destruction was 
not a game. 

In more recent times, Iggy has 
worked with producers such as 
David Bowie and Chris Stein to 
achieve a wider audience with 
rock albums such as Lust For Life 
and Zombie Birdhouse. 


The blunt, raw quality of his 
music is the perfect match for the 
climax sequence in Rock & Rule 
when the eccentric and villainous 
Mok summons The Demon 


He explains: “I had a nice track 
by Ivan Croal that he had titled 
Adrenalin.’ If you think about it, 
that’s what fear’s all about... your 
adrenalin starts pumping. | 
superimposed five or six minutes 
of lyrics onto this very paranoid 
track of music and then started to 
throw out things and distill it. | 
said, ‘why don’t we have a dog 
dying right here,’ and Chris Stein 
said, ‘well, | just happen to 
have’... and he pulled out this 
enormous stack of sound-effect 
records. We used everything 
from the Bells of St. Mary to a 
couple of dictators in the back 
ground, You can hear all sorts of 
things like a cat screaming, goril- 
las.. 

| tried to sort of close my eyes 
and see things, y'know. | saw this 
cow in the river of mud, floating 
upside down. This horrible cow 
floating with little legs up and a 
(bloated) belly in a river of mud. | 
just loved that 

Mok’s sentiment exactly 


Iggy Pop 


EARTH, WIND & FIRE 


If a cartoon comes on TV, ev- 
erybody runs to that, you know 
It's always going to happen,” says 
band leader Maurice White as he 
explains his fascination with ani- 
mation and his work on Rock & 
Rule 

The song | did for the film is 
called ‘Dance, Dance, Dance’ 
you know, let’s get down, have a 
good time.” This driving number 
powers the dance club sequence 
and was written by White and 
performed by Earth, Wind & Fire 
one of the most successful R&B 
bands in the world 

The group has sold 14 million 
albums from 1971 to present, and 
their singles consistently reach 
the top of the charts. Hit songs 
such as “Shining Star That's 
the Way of the World,” and “After 
the Love is Gone” have won 
awards and a wide audience 
around the world. Their blend of 
jazz-rock-fusion and black soul 
creates music that’s hard to resist 

Maurice White sums up his 
Rock & Rule experience this way 
Working on a film is great. You 
get moods, certain moods to 
more or less imply certain things 
with a song. It’s easy to do, it’s a 


Earth, Wind & Fire 


lot of fun, and you can re 
your imagination 
Imagination and animation 
are one and the same 
And each frame of Rock & Rule 
that 


PATRICIA CULLEN 
Trisha Cullen, who's done 
the score) for the film, sort of 


ally use 


is proot o' 


wrote and arranged the whole 
Finale’ sequence... and then she 
played on it, too, as well as Cheap 
Trick and us,” says Chris Stein of 


one of Canada’s busiest and 


Patricia Cullen 


arranging “Send Love Through 
Finale.” She composed music for 
many of Nelvana Studios” half- 
hour animated television spe- 
cials, such as The Devil and 
Daniel Mouse and Romie-O and 
Julie-8, as well as for more than 
150 different television commer 
cials and other projects 


Rock & Rule, though, was an all- 
new experience for Patricia. “For 
Mok's theme, | wanted some 
thing very icy, angular, evil, very 
2 that had a lot of 
torabaseand 
ower — but essen- 


cool, somethir 


unusual percuss 


an element of 5 
tially a cool evil 


But the most interesting experi- 
ence of all had to be the unique 
pration on the Finale. “1 
wrote a diffe and it 
worked with the picture, so Chris 
Stein and | laid it down. (In the 
end) it turned out to be a combi 
nation of so many people's ener 
gies and music, it was quite as- 
tounding. It sounds great, too 


2nt ending 


cause it doesn’t sound specific- 
ally like Blondie and it sn't 
sound like Cheap Trick and it 


doesn't sound entirely like me 
It's a combination 

most talented composers And that about sums up al! the 

The original score of Rock & music of Rock & Rule -acombina 

Rule was written by Cullen, who tion of the efforts of some of the 

also wrote the second disco song 


Hot Dogs and Sushi 


most unique and talented people 


as well as around 


SOUNDS FROM THE VOID 


THE ACTORS OF ROCK & RULE 


It's frequently overlooked that — performed in the tilms FINIAN’S 
animate movies need actors RAINBOW vd WARBIRDS 
too. Those moving figures on the well as on Broadway and off 
screen may be drawn, but actors Paul Le Mat is the voice of 
are still needed to bring them to Omar in ROCK & RULE, Le Mat 
fe by giving them voice and gained popularity as drag racer 
emotion. Sometimes, these ac- John Milner in George Lucas's 
tors are unknowns, but just as © AMERICAN GRAFFITI, a role th 
often they are celebrities. The was the model for Fonzie on 


challenge is to fit the tones, ca- — HAPPY DAYS. Other feature film 
work followed for Le Mat, includ- 
ing CITIZEN'S BAND and ALOHA 
BOBBY AND ROSE. He played 
ter speech for Mok in ROCK & Melvin) Dummar n director 
RULE nclude Jonathan Demme’s MELVIN AND 
acting, sin writ HOWARD, which received an 


dences and emotions of their vc 
ces to the animated characters 


Don Francks provides the sinis. 


Francks’ talents 


ng, composin 
Oscar nomination for Best Pic 


ing and film directing. He has had 
continuing roles in Canadian ture 
television series “THIS LAND Susan Roman is the voice of 


and "THE PHOENIX TEAM” and 
has made guest appearances on 
many other programs including of FLAPPERS, a situation comedy 
MISSION IMPOSSIBLE, MANNIX — appearir Canadian 
and the TONIGHT SHOW S Broadcast Company network 
RING JOHNNY CARSON. He Roman's work includ mber 


Angel in ROCK & RULE. Ap 


Canadian actress, she 


pular 


s the star 


2 on the 


Patrick Loubert 


Michael Hirsh 


BEHIND THE SCENES 


THE PRODUCERS OF ROCK & RULE 


Behind every animated film lies 
a studio. Behind every successful 
studio lie shrewd, imaginative 
producers. That's the case with 
Nelvana Limited, the Canadian 
production company responsible 
for ROCK & RULE. The studio 
formed in 1972 to produce ani- 
mated work for Canadian televis- 
ion, eventually turning out the 
highly successful half-hour fea- 
tures THE DEVIL AND DANIEL 
MOUSE, A COSMIC CHRIST- 
MAS, and ROMIE-O AND JULIE- 
8. These attracted the attention of 
George Lucas, who commis- 
sioned a ten-minute segment 
from them for his STAR WARS 
special on television. 

Three people are primarily re- 
sponsible for the success of Nel- 
vana Studios: Patrick Loubert, 
Michael Hirsh, and Clive A. 
Smith. On Christmas, 1972, they 
were earning their livings selling 


Toronto, joining forces with 
Michael Hirsh for the first time 
there. Post-graduate study in 
London gave way to professjonal 
work at Canada’s Cineplast 
studios, where Loubert was pro- 
duction manager for SESAME 
STREET segments. Following that, 
he joined Hirsh in Laff Arts, a 
studio that met quick demise. His 
next venture was joining Hirsh 
and Clive Smith in Nelvana. 
Loubert was named President of 
the fledgling operation. In 1979, 
he created a subdivision to pro- 
duce commercials for firms like 
McDonalds, Heinz, and Hostess. 
With Hirsh, he is co-producing 
ROCK & RULE. 

Michael Hirsh wears many hats 
and involves himself in all aspects 
of film production — from distri- 
bution, marketing and promo- 
tion to handling talent. He vividly 
recalls Saturday afternoon movie 


Clive A. Smith. 


success to spin off books, re- 
cords, and games. “We are now 
one of the most widely syndi- 
cated producers of program- 
ming,” Hirsh said. Co-producing 
ROCK & RULE is Hirsh’s most am- 
bitious project, another in a long 
list of dreams come true. And, as 
he did at age six, Michael Hirsh 
still dreams in cartoons. 

Clive Smith is the director of 
ROCK & RULE, bringing with him 
a special vision and a flair for at- 
tracting talent. His animators are 
drawn from many sources, in- 
cluding Disney Studios. 

Smith pushes his animators 
into being “magicians”, bringing 
to life the characters they create. 
He is something of a “magician” 
himself. His first short features 
combined live action and anima- 
tion on a shoestring budget, with 
Smith often dressing up and play- 
ing characters like “Mr. Rub- 
bish.” He was not exposed to ani- 
mation during childhood, but got 
grabbed by cartoons after seeing 
amateur productions in college. 
After plaving in rock bands and 


